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general animal psychology are interesting and sagacious, though thev
seem to the reviewer to be concerned too much with verbal rather than
real questions. I may be allowed to correct a mistake concerning the
' curves' or graphic representations of the progress of animals in suc-
cessive trials which I have given in two monographs on animal intelli-
gence. Mr. Small and others credit me with the opinion that these-
have some significance beyond their face value, as handy graphic rep-
resentations of the decrease in time taken in successive trials. That is
not the case. I made use of them first of all to save space, and sec-
ondly, because I found empirically that with cats, dogs, chicks and
fish the decrease in time was fairly proportionate to the increase in
the tendency to select the appropriate act, and so served as a fairly ac-
curate representation of it. In the case of the monkeys I expressly
limited the meaning of the time records.

Mr. Small insists that the rats possessed and were guided by images
and feelings of recognition, and puts his descriptions of their learning
constantly in terms of images, conscious selection, doubt, etc., with
never a word about the impulsive side of animal consciousness. This
seems unwise. An animal may feel like going down a certain path,
or feel like hesitating, or feel like doing one thing where he could do
either of two or more, and still have no images or ideational conscious-
ness whatever. So may human beings. Mr. Small has not, I think,
realized the possibilities of learning by the selection of impulses.
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La valeur socialc de tart. G. SOREL. Revue de Metaphysique et
de Morale, IX., 3, May, 1901. Pp. 251-278.
The problem of explaining the genesis of a work of art in the mind

of the artist is, M. Sorel believes, an impossible task. A psychology of
genius—a science of the accidental—would be a condition of such a
task. But the production of the work of art in so far as a given so-
ciety is concerned, the determination of the reasons why such a work
is so received, seems to him a less formidable undertaking. What then,
is art in its relation to society ? Is it, as many believe, merely a source
of special pleasures? The imperfect state of the psychology of the
feelings makes a decisive answer impossible. Art criticism has been
too superficial to furnish what might be valuable psychological data.
Is the meaning and value of art to be determined by its moral effect?
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The moral effect is of very great importance, but it can seldom be de-
termined directly. Time alone can show what the effects of a work
of art will be.

The history of art may give some clue. Ancient art differed from
modern art in many respects, but the most striking difference, M. Sorel
believes, was that ancient art combined the useful and the aesthetic,
e. g., the architecture of temples and of tombs, religious rites, etc.

As the arts developed, technique was perfected and finally became
.ill-important; professional skill took the first rank. Art became ab-
stract and sought its justification in the metaphysical theory which
made beauty the aim of art. But these schools were gradually broken
up by a growing individualism which has allowed the dogma of beauty
to disappear.

This individualism is charged with merely aiming to please by
whatever means; with being regardless of morals or even antagonistic
to them. Is art, then, merely a dangerous amusement? The theory
that leads art back to play has been developed most completely in
England. M. Sorel believes it to be the outcome of economic condi-
tions, in particular the presence of a rich and powerful aristocracy and
the presence of superfluous energy. This energy must be expended
and art seemed to be its noblest object. In the Renaissance, too, the
conception that art was for the pleasure of the aristocracy was widely
current.

The play element and the pedagogic element cannot, perhaps, be
eliminated, but art can no longer exist for privileged classes. It must
become an art of the people, like the Greek art with its sacred dances,
choruses of singers, public fetes, etc. Modern music suggests pos-
sibilities in that direction. Moreover, art must be brought into rela-
tion to modern ideals. It must find its place in a society which re-
gards work as the most important thing in the world and is becoming
more and more intensely absorbed in work. The art of luxury and
play must become an art of relaxation—a relaxation which is neces-
sary for intellectual sanity.

The most interesting side of modern art is that which unites use
and beauty, which shows the mind of the worker in the work of his
hands—not an art for the collection, but an art for use. It should
have regard for the means of production rather than the things pro-
duced—for the perfection of the whole, and of each of the parts with
reference to their place in a useful whole. Such an art, expressing
the mind of the worker, will be individualistic. ^Esthetics will be-
come more and more intellectual, since art is the expression of mind
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in work. He who does not understand a given art may understand its
aesthetic value by reflection on the interpretation of professionals and
by the analogies that exist among all the operations of the inventive
mind.

Art should ennoble work and raise manual labor to the level of
scientific work.

An obvious criticism on M. Sorel's whole proceeding is his reliance
on an interpretation of contemporary sociological and economic condi-
tions for the basis of a scientific theory after rejecting certain psycho-
logical interpretations on the ground that they were insufficiently
established. His discussions of the economic conditions responsible
for the ' play theory' of art do not show clearly in what way super-
fluous energy is related to art production. His interpretation of
Greek art fails (it would seem) to apply to a large part of Greek art.
Again, his conclusion as to the growing intellectualistic character of
aesthetics seems somewhat hasty, if indeed it is not a begging of the
whole question.

His whole article, however, is very interesting; in particular his
discussions relating to the ethical bearings of art and the relations of
art and work. In the latter he is not far from William Morris's point
of view: " An art by the people and for the people, as a joy to the
maker and user."

The article contains incidentally criticisms of Taine, Guyau,
Brunetiere, Prudhon, and Tolstoi.
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Das Problem des Tragischen. RICHARD HAMANN. Zeitschrift fiir
Philosophic und philosophische Kritik, Bd. 117, Heft 2, and
Bd. 118, Heft 1.
This treatment of the problems of the tragic revolves about a

distinction between the purely tragic as a subjective value and the ob-
jective, aesthetic treatment of the tragic in the tragedy—a distinction
which in the history of aesthetic discussion has scarcely been made so
marked before, and which has for its object the attainment of a defini-
tion which may include the profound modifications made by our modern
life in the conception of both.

His investigation of the tragic moment as such, independent of
its expression in the drama, leads the author to a position at variance
with emotional and ethical theories of Katharsis, as they have found
expression in classical criticism. The emotions of fear and pity alone
do not suffice to explain the tragical moment. As the later theories of


